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Abstract
This paper analyzes the role of Mexican fans in the promotion and distribution of Japanese media content in Mexico, focusing 
mainly on anime. During the 1990s, in the middle of the global craze for Japanese content, Mexican audiences became highly 
involved in the consumption of Japanese animation. While new television broadcasting companies began partnerships with Jap-
anese enterprises, such as Bandai and Tōei, to bring Japanese media content to Mexico, fans or otaku became not only active 
consumers but also promoters of anime, hoping that bigger audiences would prompt large media companies to supply more of 
these cultural goods. After Japanese content was removed from mainstream media in the early 2000s, some of these fans decided 
to take matters into their own hands and get more involved in the distribution of anime and other related products by starting 
their own companies. Through trial and error, these entrepreneurial fans discovered ways to navigate the business environment 
in Japan and establish successful arrangements with Japanese companies that met the demands of the Mexican market, becoming 
cultural intermediaries that revitalized and created a second “boom” in anime consumption in Mexico. This research argues that 
Mexican fans of anime have evolved from text readers and poachers into cultural brokers who form a bridge between Japanese 
anime producers and Mexican consumers, and are, therefore, a central part of the distribution of anime and other Japanese con-
tent in Mexico.
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Introduction
In the 1970s, Japanese television content arrived in Mexico 
and came to occupy an important place in children’s program-
ming. Animation, live action dramas and science fiction shows, 
like Tetsujin 28-Gō, Kimba: The White Lion (Janguru Taitei), Speed 
Racer (Mahha GōGōGō), Ultraman (Urutoraman), Ultra Q (Urutora 
Q) and Miss Comet (Kometto san), among many others, were an 
important part of the daily family-oriented broadcast schedule 
in Mexico (Peláez Mazariegos, 2019; see also Teleguía 1970A, 
1970B). Through the eighties, science fiction animated shows 
that depicted future technologies and robots such as Mazinger 
Z (Majingā Z), (“Felices 40”, 2012), the franchise Robotech and 
Tezuka Osamu’s Astroboy (Tetsuwan Atomu) became very popular, 
attracting young audiences from every corner of the country 
(Peláez Mazariegos, 2019; “Felices 40”, 2012; Martínez, 2007; 
Olvera, 2005).
In the course the 1990s, the convergence of three events 
opened the way for Japanese animation to enter into the Mex-
ican mainstream. First, during this decade the global craze for 
Japanese pop culture that started in the 1980s consolidated, 
attracting both Eastern and Western audiences that were thirsty 
for new content (Iwabuchi, 2002); second, the Mexican econo-
my went through radical changes that culminated in the signing 
of the North America Free Trade Agreement (NAFTA), leading 
to the transformation of the Mexican telecommunications 
market, which enabled the establishment of new broadcasting 
companies; and third, the Japanese toy manufacturer Bandai de-
cided to make Mexico the base of its operations in Latin America 
(Peláez Mazariegos, 2019). In this context, Mexican fans of 
Japanese animation or, as they call themselves, otaku, became 
not only active consumers but also promoters of anime, hoping 
that bigger audiences would prompt large media companies to 
supply more of these cultural goods. The Japanese word “otaku” 
is commonly used to refer to people who take part in a sub-
culture centered around Japanese pop culture, such as anime, 
manga, or cosplay. In Japan, this term portrays devoted fans of 
such content as having unfavorable characteristics that make 
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them some type of social reject; on the contrary, international 
fans have embraced this word to proudly define themselves as 
members of an alternative cultural movement (Kinsella, 1998; 
Galbraith, 2010; Galbraith & Lamarre, 2010; Kam, 2013). Mexi-
can otaku gathered in specialized stores and adopted them as the 
space for their social interactions, created clubs with members 
that shared similar values, and attached great importance to 
those who possessed deep knowledge of different anime and 
manga. They worked together to buy expensive goods to make 
them accessible for club members, created fanzines and orga-
nized screenings to increase their numbers. In other words, they 
became what Henry Jenkins (1992, p.22-24) described as textual 
poachers, going beyond the consumption of mass media content 
to appropriate it as the basis of their own creative culture (Jen-
kins, Ito and Boyd, 2016). 
Nevertheless, in the early 2000s Mexican broadcasters 
increased their production of original content and gained ex-
clusive rights to broadcast the content of large American media 
conglomerates such as Disney. As a consequence, broadcasting 
of Japanese animation was gradually reduced until eventually it 
was no longer on the air (Peláez Mazariegos, 2019). This vacu-
um encouraged some fans to take matters into their own hands 
and get more involved in the distribution of anime and other 
related products. These fans were able to navigate the business 
environment in Japan and establish successful arrangements 
with Japanese companies that met the demands of the Mexican 
market, becoming cultural intermediaries that revitalized and 
created a second “boom” in anime consumption. These interme-
diaries or brokers were not a new phenomenon; they always ap-
pear wherever there is a cultural border, where different cultures 
encounter each other, to build bridges and pathways that link 
people over the barriers that separate them (Szasz, 2001).
Intermediaries play a very important role in the flow of 
cultural goods, especially when we talk about the international 
movement of these commodities. Different authors have recog-
nized the necessity of actors that work as intermediaries that link 
the different cultural goods with their target audiences. Paul 
M. Hirsch (1972, p.649), for example, recognized the existence 
of “boundary-spanning agents” that connect producers with the 
mass media and introduce new cultural goods to audiences. The 
work of Victoria D. Alexander (2003) on the sociology of art 
recognizes that the link between cultural objects and audiences 
is never direct; instead, there must be an intermediary between 
them. Howard S. Becker (1988) also emphasized that interme-
diaries have the important task of incorporating artists into the 
economy by bringing artists’ work to the people who are able to 
appreciate it and are willing to pay for it. 
Still, very few works have focused on understanding inter-
mediaries, their characteristics and their contributions to the 
global flow of cultural goods. In contemporary society, with the 
establishment of a global economy and networks that can con-
nect new cultural products with consumers all around the world, 
the role of intermediaries has become more important than ever. 
Their role is not only to find appropriate audiences for these 
goods, but to understand the cultural complexities of both pro-
ducers and consumers. Effective cultural intermediaries possess 
the skills to travel across two different cultures, select the media 
content that will work in their local market and introduce it to 
local audiences. 
The case of Japanese animation in Mexico provides a notable 
example of the importance of intermediaries in the flow of 
cultural goods between two countries. Mexican fans of Japanese 
animation took upon themselves the task of promoting it with 
the goal of building its audience, unaware that their poaching 
activities were also an entrepreneurial enterprise that worked to 
popularize Japanese animation in Mexico, driven not by profits, 
but by their love for anime. This set up the basis for some of 
these fans to take their entrepreneurial activities to the next 
level, taking on risks and challenges that the established media 
companies would not. They had to negotiate with both Japanese 
companies and local audiences to create a stable link between 
two countries through media content. 
Therefore, this paper analyses the role of Mexican fans in 
the promotion and distribution of Japanese media content in 
Mexico, focusing mainly on anime. It argues that Mexican fans 
of anime have evolved from text readers and poachers into 
cultural brokers, constructing a bridge between Japanese anime 
producers and Mexican consumers, and as such play a central 
role in the distribution of Japanese content in Mexico. Until 
now, various scholars have centered their attention on under-
standing the meanings inside fan communities of anime in Japan 
(Kinsella, 1998; Azuma, 2009; Galbraith, 2010, 2013, 2014) 
and abroad, mainly in the USA (Eng, 2012A; 2012B; Ito, 2012). 
This paper expands on current academic research in three ways. 
First, it focuses on the impact of Japanese popular culture in a 
region which has not been deeply studied before, Latin Amer-
ica, and more specifically, Mexico, and allows us to understand 
both similarities and differences between fandom in this region 
and other fandoms around the world. Second, through ethno-
graphic research and semi-structured interviews, it enables us 
to understand the role of non-traditional actors in the global 
cultural flow. Finally, this work breaks with the productionist 
and consumptionist bias that has dominated sociological studies 
of culture, allowing us to have a deeper understanding of how 
cultural goods reach their final audiences. In this aspect, local 
actors play a critical role in overcoming obstacles, such as cul-
tural discount, in the international distribution and promotion 
of media content. Their knowledge of the local market allows 
them to understand the forces that drive audiences to engage 
with a specific content (Bielby & Harrington, 2008). As anime 
is still considered niche content, fan entrepreneurs that become 
successful cultural intermediaries become crucial in the success 
of this content abroad. In order to comprehend how these fans 
become successful cultural intermediaries it is important to 
understand the concepts of textual poachers, entrepreneurs and 
cultural brokers.
Understanding Fandom: Textual Poach-
ers, entrepreneurs and cultural brokers
Henry Jenkins (1992, p.23) defines fans as “active producers 
and manipulators of meaning.” In other words, fans appropriate 
popular culture and rearrange it in a way that serves their own 
interests, reworking the experience of consuming mass media 
content such as TV shows, films, comic books and so on into 
a sophisticated and rich participatory culture. They treat texts 
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produced by popular culture as if they deserve the same level 
of admiration and acknowledgment as so-called high culture. 
Consciously or unconsciously, fandom represents an act of 
resistance to cultural hierarchy not only in terms of the objects 
fans choose to appreciate and interpret, but also in terms of the 
way in which they approach texts. Fans embrace their favorite 
texts and integrate different media content into their own social 
experiences. They raid mass culture to reshape it into their own 
creations and incorporate it into their very own cultural and 
social interactions. Fans also build up their cultural and social 
identity by appropriating images from pop culture. Fans cannot 
be understood as simple spectators, but rather as “active partic-
ipants in the construction and circulation of textual meanings” 
(Jenkins, 1992, pp.18, 23-24). 
Jenkins (1992, pp.23-27) noticed that the activities of fan-
dom are very similar to the behavior among active literature 
readers that Michel de Certeau defines as “poaching” (1984, 
pp. 166-174). Similar to fans, readers raid literary works taking 
away only those parts that they consider useful or pleasurable. 
In this context, we can understand fans and readers as nomads 
who travel across different creative works or content they 
did not produce, poaching material for their own enjoyment 
(Jenkins, 1992; de Certeau, 1984). As such, consumers cannot 
be assumed to be passive receptors of the messages expressed 
in popular culture or literature. They are selective and choose 
what they think is worth refining and incorporating into a par-
ticular subculture. This means that fans are not the only textual 
poachers in existence, but they “have developed poaching as an 
art form” (Jenkins, 1992, p.27). They constitute a community 
of consumers who are very vocal and active and whose social 
experiences center around poaching and producing new texts by 
discussing individual interpretations with other fans. Therefore, 
fandom can be defined as a participatory culture that reshapes 
the experience of media consumption by producing new texts 
and new communities that develop their own culture (Jenkins, 
1992).  
In today’s world, fandom is not restricted to local commu-
nities or networks. In many ways, fans are able to connect with 
foreign content for their poaching activities and the formation 
of their own subcultures. In his original conception of “partici-
patory culture”, Jenkins (1992, p.26) perceived fans in a constant 
position of marginality, dependent on producers or distributors, 
and always from a local perspective. However, in a world now 
filled with active online communities, fans play an important 
role in the global flow of media content and creation of mean-
ings. Some of them have even become entrepreneurs who are 
involved in the production and distribution of popular culture 
goods. 
Entrepreneurship has been normally understood as an eco-
nomic and business management concept that refers to individ-
uals who pioneer and introduce change in existing institutions 
and overcome traditional rigidities by applying new ideas and 
creative problem-solving solutions. Enterpreneurs are seen 
to bring about change by recognizing new opportunities and 
taking calculated risks (Otmazgin, 2011, 2014; Daliot-Bul and 
Otmazgin, 2017). According to Michal Daliot-Bul and Nissim 
Otmazgin (2017), entrepreneurship in cultural industries can 
be defined as a process through which entrepreneurs identify 
new opportunities and commodify cultural innovations. Entre-
preneurs play a central role in the international marketing and 
distribution of cultural commodities, as well as dealing with 
cultural differences (Otmazgin, 2014). 
On the surface, popular culture entrepreneurs are the same 
as their business-driven counterparts. They are constantly look-
ing for business expansion opportunities locally and overseas, 
developing new markets, searching for new products and taking 
advantage of new forms of promotion to draw the interest of 
their potential consumers (Otmazgin, 2011; Otmazgin & Lyan, 
2019). Nonetheless, there are some important differences that 
need to be considered when discussing fan entrepreneurship. 
First, popular culture entrepreneurs face a high level of uncer-
tainty: the environment surrounding popular culture goods is 
highly dynamic, in that consumer preferences are not stable and 
easily change; as a result, products may have a very short mar-
keting period. In other words, popular culture entrepreneurs are 
not only affected by changes in consumption caused by macro-
economic conditions, but also by hectic and unpredictable chang-
es in consumer preferences, which means that entrepreneurs 
must be constantly alert to cultural trends and be very close and 
familiar with their customers (Otmazgin & Lyan, 2019).
Second, the work of popular culture entrepreneurs has 
broader social and cultural implications for consumers. The 
value these entrepreneurs generate is not only measured in 
economic terms, but also in terms of the emotional response – 
for example, excitement and enthusiasm – that is produced 
among consumers through connection and identification with 
cultural content. More than any other commodity, cultural 
content provides the means for fulfilling personal and social 
aspirations. In other words, it is the center of new “participatory 
cultures”. This aspect is linked to the third and final character-
istic of fan entrepreneurs that differentiates them from other 
categories: their motivations are not entirely commercial; they 
are also strongly connected with their fandom. Their activities 
are not purely driven by a desire to generate income, but to 
open paths for cultural content that connects with their local 
fan communities (Omatzgin & Lyan, 2019). For example, as we 
will see later in this paper, the first generation of Mexican otaku 
entrepreneurs created fanzines and organized screenings with 
the goals of promoting the content that they loved and offering 
more information to other fans without profit in mind. Even the 
more business-savvy entrepreneurs among the next generation 
of fans had similar motivations to those of their predecessors, 
as they also wanted to introduce and promote the content that 
they deeply enjoyed.
Until now, there has been an assumption that all fan entre-
preneur activities result in successfully introducing new media 
content and linking different cultures. However, although it is 
true that fan entrepreneurs play a crucial role in promoting and 
distributing cultural commodities, it is also true that despite 
their enthusiasm, very few of them have been able to accom-
plish such a difficult enterprise. Those fan entrepreneurs who 
are successful possess both a deep understanding of their local 
market and fandom, as well as the ability to negotiate with for-
eign producers, and as such act as cultural brokers in the process 
of introducing new media content into their countries. The 
term cultural broker describes people from different backgrounds 
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who work as intermediaries that build bridges between cul-
tures and are essential for intercultural communication (Szasz, 
2001). Cultural borders occur whenever two or more cultures 
meet, and successfully moving across such frontiers requires 
exceptional skill. Cultural brokers possess such skill, because 
they are capable of understanding the ways and manners of the 
other side, how they think and behave, and are able to respond 
accordingly. They become “repositories of two or more cultures; 
they change[ ] roles at will, in accordance with circumstanc-
es” (Szasz, 2001, p.7). In doing so, they act as mediators that 
build intercultural understanding among people from disparate 
cultures. Brokers can come from many different backgrounds: 
they may be native or non-native speakers of the language of 
the other community, interpreters, language facilitators, traders 
or entrepreneurs; however, they all understand the different 
mechanisms of the other culture. They may also work in various 
fields, such as education, religion, arts, science or even politics 
or activism (Szasz, 2001; see also Coleman, 2001; Mathes, 
2001; Moses, 2001; Gentemann & Whitehead, 1983; Braester, 
2005). Their main role is to build bridges and forge strong links 
of understanding wherever two or more different cultures meet. 
In the Mexican media market, cultural brokers took on such a 
role in the introduction of Japanese content; analyzing anime 
fandom in Mexico during the 1990s enables us to understand 
how fans became entrepreneurs and, in the process, emerged as 
powerful and effective intermediaries.
Poachers as entrepreneurs: Mexican An-
ime Fandom during the 1990s
Japanese television shows were first broadcast in Mexico during 
the 1970s. Nevertheless, it took around 20 years for the perfect 
conditions to align to allow anime to take over the Mexican tele-
vision market. First, during the 1980s and 1990s, Japanese con-
tent such as music, TV dramas and especially anime and manga 
made a major breakthrough in media markets. All around the 
globe there was a craze for Japanese pop culture, and especially 
in the West, anime was among the most popular content. Sec-
ond, Mexican telecommunications went through some radical 
changes during the 1990s. In 1993, following the development 
of an open market economy in preparation for the implementa-
tion of the North America Free Trade Agreement (NAFTA), the 
Mexican government adopted a new policy for the audiovisual 
communications industry. Based on the idea that the govern-
ment needed to retreat from this area, the Mexican Television 
Institute (IMEVisión) was privatized to open the way for a new 
competitor, TV Azteca (Aztec TV), putting an end to the mo-
nopoly that broadcaster Televisa had over the Mexican market for 
almost 30 years, and creating opportunities for the introduction 
of new content. Third, in the previous year Bandai, a Japanese 
toy manufacturer, opened a local office and brought with them 
a marketing strategy of using animated shows to promote their 
products (Peláez Mazariegos, 2019). 
In 1993, Bandai, along with Tōei Animation, established a 
1　 The surnames of the interviewees have been omitted to protect their privacy. Parts of these interviews were previously published in Peláez 
Mazariegos (2019).
2　 A television channel owned by the Polytechnic National Institute (whose acronym is IPN in Spanish).
partnership with TV Azteca to broadcast the animated show 
Saint Seiya (Seinto Seiya), with the aim of promoting the accom-
panying line of toys. This alliance was a huge success, as the 
following year Saint Seiya obtained 47 percent of the child televi-
sion share with a rating of 12.3. This allowed Bandai to expand 
their merchandise offerings to 90 percent of the toy stores in 
Mexico and enter other Latin American markets like Argentina, 
Colombia, Chile and Venezuela. This success started a wave of 
popularity for anime that lasted around a decade, encouraged 
other broadcasters to include Japanese animation on their daily 
schedules, and even motivated the biggest comic book publisher 
in the country at the time, Editorial Vid, to license manga (Peláez 
Mazariegos, 2019; see also Lozano, 2007). 
In this context, a very active Mexican community of fans or 
otaku was born. This new subcultural group had a significant 
role in the popularization of Japanese content. Aiming to under-
stand the characteristics of this fan scene, I interviewed two peo-
ple who were deeply involved in it. First, I had a conversation 
with Victor, a founding member of Anime Project, a “club” or 
community built around anime fandom. He is currently a pro-
fessor at the National Pedagogic University in Mexico City; how-
ever, in his free time, he continues covering the most important 
aspects of the anime and manga scene in Mexico on his blog. 
With Victor’s assistance, I was also able to meet Rolando, who 
was deeply involved as a collaborator on Domo, one of the most 
popular fanzines about anime and manga in the 1990s. Today he 
works in the area of computer systems engineering, focusing on 
hardware and software development. He has worked for differ-
ent companies in Mexico, the USA, Taiwan and Japan, and by the 
time of the interview he was self-employed.
1
Both of them agreed that during the 1990s, the limited 
amount of Japanese content that was accessible through public 
and commercial television worked as “points of entry into a 
broader fan community” (Jenkins, 1992, p.40). Both anime and 
manga presented new and interesting alternatives for consum-
ers who were tired of a market inundated with American animat-
ed shows and comic books. In the words of Rolando: 
In those times, the majority of the people who devel-
oped an interest in Japanese culture did it through the 
few shows available on TV… anime, some cultural 
shows on Canal 11 (Channel 11)
2
 like Can I do it? 
(Dekirukana)… For example, Robotech was an outstand-
ing watershed; it made me search for more. (Rolando, 
personal communication, February 27th, 2015) 
Victor explained that the structure and complexity of the sto-
ries was another point of entry: 
Japanese animation and comics normally have a begin-
ning, development and ending. That was something new 
for us, because normally, in the American products that 
we were used to consuming, there was no ending. Jap-
anese manga and anime provided closure to the people 
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who were following the story. That was something that 
the American content did not have. […] The narrative 
in anime and manga is way richer; different characters 
have more time on the main screen, allowing for the 
development of their own background. (Victor, person-
al communication, February 24th, 2015) 
As fans slowly migrated from consuming American media 
to Japanese content, they appropriated specialized stores as the 
gathering centers for their nascent fandom. These stores played 
an important role in forming a new subculture as they allowed 
Mexican fans of Japanese animation to find common ground 
where they could meet people with similar tastes. In one sense, 
without the appearance of these specialized businesses, it would 
have been more difficult for Mexican otaku to establish the basis 
of their new participatory culture. Even if they did not consume 
goods, fans would still meet at these shops to talk and discuss 
their favorite anime, share theories about the meanings of the 
content or simply meet other people with whom they could 
identify. Many of these businesses were already selling Amer-
ican goods; however, the popularity of anime, boosted by TV 
networks such as TV Azteca, compelled them to change their 
products and, little by little, these places transformed into the 
most important gathering spots for anime fandom. Rolando rec-
ollected that La Casa de la Caricatura (The House of Cartoons) 
was one of the most important shops where Mexican otaku used 
to gather:
The store became the meeting place for all the people 
who really liked anime. Although other stores started 
to stock them [anime and anime related products], this 
shop became the most specialized place for those types 
of goods. The owner was always very nice; he asked 
for our feedback and allowed us to use the store as our 
gathering place. (Rolando, personal communication, 
February 27th, 2015) 
Weekly attendance at these stores and meeting other fans 
were essential parts of the experience of consuming anime, and 
communities were formed around Japanese animation and other 
related cultural goods. In a way similar to that described by Pat-
rick Galbraith in relation to the development of otaku culture in 
Japan, “circles” or “clubs” began to form in order to “share their 
resources and knowledge” (2011, pp.154-155). For Mexican 
otaku, consuming anime was a social activity, and the content 
worked as the common ground that enabled fans to socialize. 
Anime became an excuse for them to find friends and stores 
became the space that they used for social interactions. Víctor 
remembered that a shop named Mundo Comic (Comic Book 
World) had an important role in the formation of fan clubs. The 
store invited fans to visit on the weekends and meet other peo-
ple who enjoyed similar hobbies. He remarked, “As a fan, you 
would go every weekend; it was a great chance to make friends 
who shared your love for anime.” 
Clubs not only became the basis of the social relationships 
of fandom, but one of the most important means for the con-
3　 For more information on the Mexican economic crisis of 1994-1995, see Rousseau (2001).
sumption of anime related goods. Since the large majority of 
these products were imported, fans had to join forces to be able 
to enjoy them. Similar to what Jenkins (1992) has observed in 
other fandoms, technology such as VCRs as well as practices 
such as exchanging or sharing videotapes became common, es-
sential tools in anime fandom in Mexico. However, fans engaged 
in these practices not to “hold their own copies […] and watch 
them whenever they want” (Jenkins, 1992, p.70), but because of 
the low level of purchasing power of many of the Mexican otaku. 
Victor explained to me that during the years in which anime 
became popular in Mexico, the country went through a serious 
economic crisis. Before being involved with manga and anime, 
he used to be an American comic book aficionado. He was 
already used to saving his earnings in order to buy the cultural 
goods he enjoyed; however after the country experienced one of 
its most difficult financial crises in the years of 1994-1995
3
, he 
had to cooperate with other fans in order to be able to access 
imported anime-related goods. Although there were some older 
fans who already had a stable income and could buy things for 
themselves, many of the young Mexican otaku needed some 
form of support in order to be able to access the content that 
they wanted to consume. In his own words:
Many people would not have had the opportunity to 
get access to these products if the clubs had not ex-
isted. Those who had the economic means to buy the 
original products shared them with the rest of us. In 
those times, it was almost impossible to buy any orig-
inal goods, therefore, many of us came together to buy 
them and later made copies or watched them together. 
(Victor, personal communication, February 24th, 2015) 
It is clear that some of these groups indirectly promoted the 
illegal distribution of copyrighted material, but it is important 
to emphasize that not all clubs made copies of the products they 
bought. Rolando explained that his group had strong feelings 
against the illegal distribution of content; whenever they got a 
new videotape, for example, they took turns to watch it or orga-
nized a raffle to choose who should keep it.
Despite the importance of such cooperative practices among 
participants, these clubs were not always open to new members. 
The positive perception of fandom tells us that old fans will 
teach new ones about “the basic interpretative strategies and in-
stitutionalized meanings common to the group” (Jenkins, 1992, 
p.72), but Victor remembered that it was a very difficult process 
to be accepted into one of these associations. Older members ex-
pected that newcomers would already understand the different 
values and conventions popular within the community. In Vic-
tor’s words, “It was like applying to a fraternity; if you wanted to 
be part of the group you had to prove your knowledge, you had 
to have something that the other members wanted.” He even 
mentioned that the relationships between some people that he 
knew from those days who participated in those clubs ended in 
strong disagreements. Many of them initiated the club and an-
ime fanzine scene in Mexico, but today they will not even meet 
each other in person. This unhealthy competition among clubs 
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and members encouraged him and some of his friends to create 
Anime Project, a club that “removed all those requirements, be-
coming, as he called it, the “the club for the underdogs”. Victor 
explained:
I cannot say for sure we were the first ones to do it, but 
we accepted people from different social backgrounds. 
Our only rule was that you paid for your meal when 
we gathered. Some of our members had the ability to 
buy original goods and then we shared those with the 
other club members. This way, people who didn’t have 
the means to access anime became aficionados. For ex-
ample, we used to share copies of specialized magazines 
or manga, and that really didn’t bother me because we 
were sharing the things we loved. (Victor, personal 
communication, February 24th, 2015) 
In spite of the above-mentioned problems, the contribution 
of clubs to the distribution and promotion of anime during this 
period is undeniable. These communities represent the first at-
tempts at fan entrepreneurship in Mexico; they were a creative 
response that aimed to bring Japanese content closer to audi-
ences and overcome obstacles presented by traditional business 
rigidities, driven by the excitement that anime generated among 
the community. Emotional and intellectual involvement in an-
ime fandom and the incorporation of anime into social interac-
tion led fans to appropriate Japanese content to create their own 
interpretations, which they wanted to share and discuss with 
other fans (Jenkins, 1992). Eventually, some of these clubs cre-
ated fanzines, worked on the translation of new texts, organized 
festivals and screenings at universities, and even reached out to 
Japanese producers with the hope of obtaining new material.
Rolando was more active on this scene; he participated in the 
creation of Domo, a fanzine that “aimed to help people know 
more about the products they were buying or the cartoons they 
were watching.” They were not business-driven; their main goal 
was to explain as much as they could, due to the fact that, in 
Rolando’s words, “many people were attracted maybe by the de-
signs or colors, but didn’t know anything about [the products or 
content].” The content of Domo included reviews, introductions 
to new anime series, and character profiles, and little by little, it 
evolved to a point at which they could include advertisements 
for some of the specialized stores that they also used as their 
main distribution points. 
Besides being part of this amateur publication movement, 
Rolando’s group got involved in fan-subbing and organizing 
screenings, with the aim of promoting anime and increasing the 
number of people interested in Japanese content. Rolando ex-
plained, “We mainly showed them at conventions or at cultural 
venues, such as the National Film Archive.” He also strongly 
emphasized that:
We had the rule that whenever we subtitled any materi-
al to be presented at universities, festivals or anywhere 
else, we would not sell any pirated copies. Whenever 
we finished subtitling a new film or series, we had to 
be very careful in order to avoid it being copied and dis-
tributed illegally. Once a company obtained the license 
rights, we would destroy any copies that we had and 
stop showing it. (Rolando, personal communication, 
February 27th, 2015) 
Nevertheless, with the arrival of the internet it became 
impossible to avoid piracy. Even Domo and other fanzines were 
copied and distributed without the knowledge or approval of 
the original creators. Rolando commented, 
It sounds really crazy, right? We never got any real idea 
of how many copies […] were out there. We did have 
some print runs of thousands of copies, but many times 
we went to stores or events and they had more copies 
than the ones we printed. (Rolando, personal communi-
cation, February 27th, 2015) 
This “boom” in piracy discouraged traditional fans like Victor 
and Rolando, who, on a certain level, believed that it was wrong 
to profit from their activities. The main motivation behind their 
activities was their desire to create a stronger bond between 
their communities and the content that they liked (Otmazgin 
& Lyan, 2019). According to Rolando, they “accepted products 
that were in a gray area, but that did not directly infringe copy-
right law.” Victor expressed a similar concern, as he thinks clubs 
might have contributed to the formation of a culture of not 
buying original goods. “Being an open club was very good for 
the dissemination [of anime], but in retrospect, I don’t like that 
some members didn’t appreciate the effort it took to get original 
goods. Some people even thought that it was our obligation to 
give them copies, they demanded it.” From his point of view, 
sharing content was good for promotion, but he is not sure how 
good or bad it was to unintentionally create an informal anime 
market. Rolando has a strong belief that the illegal reproduc-
tion and distribution of content was the main reason why little 
by little, large media companies and other official promoters 
lost interest and stopped bringing anime to Mexico. Without a 
doubt, clubs played a significant role in the promotion of anime 
in Mexico and represent the first attempt at fan entrepreneur-
ship regarding Japanese content, however they could not build 
a stable bridge that connected Mexico and Japan in the field of 
popular culture. It would take a new generation of fan entrepre-
neurs to create new, stronger links between Japanese content 
creators and Mexican fandom.
Becoming Cultural Brokers: Entrepre-
neurs Among the New Generation of 
Mexican Otaku
After official distribution channels for anime and other related 
products had long disappeared, entrepreneur fans decided to 
take matters into their own hands and create new companies to 
continue the distribution and promotion of Japanese content in 
Mexico. In order to understand this trend, as well as the reasons 
behind fans starting their own enterprises, I interviewed the 
owners of two of these businesses. I spoke with Carlos López 
(from now on referred to as Carlos), the general manager of Dis-
tribuidora AniMéxico (AniMexico Distribution, from here on re-
ferred to as DAM), a company that started in 2010 and imports 
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and distributes collectible toys manufactured by Japanese com-
panies such as Good Smile Company, Kotobukiya and Bandai’s 
Tamashii Nations. Saint Seiya goods from Tamashii Nations form 
their main product line. I also interviewed Erika Rodríguez and 
Karla Bravo (hereon referred to as Erika and Karla), founders 
of KEM Media, a company that began operations in 2013 and is 
dedicated to the promotion of different Japanese entertainment 
products, mainly films (animated and non-animated) and music.
My initial interview questions centered on the interviewees’ 
motivations for making the shift from fan or poacher to entre-
preneur, and sought to illuminate the circumstances in Mexico 
that prompted them to become more seriously involved in the 
promotion and distribution of anime related goods and, in time, 
make such activities their professions. For Erika and Karla, the 
arrival of the Crunchyroll anime streaming service in Latin 
America in 2012 (“Crunchyroll launches”, 2012; Hei, 2012) and 
the poor reception it got from younger fans was one of the first 
catalysts for their increased engagement in anime promotion. 
Despite the fact that Crunchyroll was a company started by fans, 
it lacked knowledge of the local conditions of the anime market 
in Mexico. Erika explained to me that:
For almost ten years the only way you could watch Jap-
anese animation was doing it illegally, mainly through 
the internet. Therefore, audiences that are 15 years old 
or younger never had the chance to see anime on TV. 
In their minds, it is something you get for free and it is 
even offensive if you ask them to pay for it. (Erika, per-
sonal communication, February 18th, 2015) 
In 2012, Erika and Karla were already very active as fans: they 
had started a website to discuss Japanese animation and collab-
orated on podcasts sharing their love for anime. Since they had 
already built up a strong network with other fans, they thought 
that they might be able to help change the image of Crunchyroll. 
Therefore, they decided to approach the Mexican representatives 
of the streaming company and organize a screening of Sword Art 
Online (Sōdo Āto Onrain) with the aim of reintroducing the brand. 
The success of this event made them consider more seriously 
starting a company. At the same time, the film version of Puella 
Magi Madoka Magica (Mahō Shōjo Madoka Magika), a series of 
which Karla is a fan, was being screened outside of Japan. Ac-
cording to Karla, “Aniplex did screenings in France, South Korea 
and San Marino. In that moment we thought, Mexico City alone 
has a bigger population and market than San Marino, so we de-
cided to bring the film to Mexico.”
Carlos started his business by making trips to Japan, buying 
figures and then reselling them back home. A longtime fan of 
Saint Seiya, he had “really wanted to get a figure of Pegasus (the 
main character in Saint Seiya), but until then, it wasn’t available 
in Mexico.” However, as he explained to me, his initial method 
of running his business had a lot of limitations, especially in 
terms of the prices of the products. Still, this experience made 
him realize that there was a lot of potential in the Mexican col-
lectible toy market. According to him: 
The old market still existed, resellers brought things 
in illegally or made sales on the internet, avoiding 
registering as sellers and not paying taxes, but still 
there were customers that wanted those figures. That’s 
when I saw my opportunity; if I was able to contact the 
Japanese companies and establish a legal and direct dis-
tribution process, I could fill a gap in the market. (Carlos, 
personal communication, April 22th, 2015) 
One thing that these new promoters have always understood 
is that the Mexican market has changed a lot from the early 
days when anime first arrived in the country. Nowadays, the 
market is composed of two groups of fans: people who are in 
their late 20s or early 30s that, just like the entrepreneurs, grew 
up during the anime “boom” of the 1990s and now have the 
income to consume anime and related merchandise; as well as a 
younger audience of mainly teenagers between 13 and 20 years 
old who are very passionate about anime but lack such financial 
resources. During the talk I had with Carlos, he explained that:
When these shows [i.e. Saint Seiya or Sailor Moon] ap-
peared on TV, the market for their products was huge, 
but that was because it was advertised as a children’s 
product on free access television. Today, those kids have 
grown up; they are adults and their preferences have 
changed. That’s why we focused on collectibles instead 
of aiming to distribute for a massive market. (Carlos, 
personal communication, April 22th, 2015) 
Erika also emphasized that “the people who liked and sup-
ported our project were the people of our generation, those who 
wanted good quality content and were willing to pay for it.” 
Hence in a similar way to Japan (Galbraith, 2010), in order to 
create a stable market, the involvement of adults was essential. 
This thorough understanding of the new conditions of the local 
market and, most importantly, their deep inside knowledge 
of the fan community in which they grew up were important 
tools they could use when they faced obstacles in the process of 
becoming cultural intermediaries. The most significant and dif-
ficult role for brokers in popular culture is working as mediators 
between producers and consumers. They must find the most 
suitable distribution channels and strategies for approaching 
their target audiences and reduce the uncertainty that is char-
acteristic of cultural commodities (Friedman, 2014). The most 
important challenge for these new otaku entrepreneurs was to 
convince Japanese companies that they were serious about doing 
business with them and that Mexican audiences still wished to 
consume Japanese pop cultural goods. Based on previous experi-
ence, according to Carlos, Bandai thought that there were no op-
portunities for their products in Mexico. However, Carlos asserts 
that, “The market for these goods has always existed, since the 
‘boom’ of the 1990s, and even after anime was no longer aired on 
TV, there was still a niche market of fans that wanted to buy the 
toys.” Still, Carlos explained that Bandai and Tōei Animation 
were only interested in bringing content and products back to 
Mexico if they were part of a mass market strategy. Moreover, 
Tōei did not want to support any project that did not include 
anime being broadcast on national television. In the end, how-
ever, Carlos’ proposed new marketing strategy matched with the 
aims of Bandai, which was developing Tamashii Nations, a prod-
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uct line composed solely of collectible toys. In other words, he 
was able to negotiate and reconcile his project with the Japanese 
creator’s ideas and way of doing business. He remarked,
After we made them see that if we changed our main 
target to a collectors’ only strategy there would be a 
bigger chance of success, we began doing business. 
They did not know about the changes that had taken 
place in Mexico, and we just had to show them. (Carlos, 
personal communication, April 22th, 2015) 
Erika and Karla also had to walk a tumultuous road to con-
vince Aniplex to let them organize a screening in Mexico. Erika 
commented, “It was a very long and difficult process, we had 
to travel first to Miami and then to Tokyo for them to see we 
were serious.” Aniplex also demanded that the box office price 
was the same as that in the USA, fixing the prices of the tickets 
at $250 MXN ($12 US) for general access and $500 MXN ($24 
US) for VIPs. Both of these prices were much higher than the 
average movie theater ticket price in Mexico, which according to 
the National Chamber of the Cinematographic Industry (Spanish 
acronym CANACINE) was $3.60 US in 2012 and $3.49 US in 
2013 (Cámara Nacional de la Industria Cinematográfica [CANA-
CINE], n.d.). Additionally, they requested that the subtitling be 
done in an American studio, increasing the operating costs for 
KEM Media. Erika explained,
They wanted to have full control over their product and 
they didn’t allow us to use a Mexican company for sub-
titling. It was impossible for us to meet the cost of their 
first proposal, however, after some negotiations, they 
let us do it with a cheaper company, still in the USA. 
(Erika, personal communication, February 18th, 2015) 
Although the final product was at an acceptable standard, Er-
ika noted that “the audience noticed that it wasn’t done in Mexi-
co. We had to explain to [Aniplex] that there are certain regional 
aspects of the language; that each country speaks Spanish in a 
different way.” 
By explaining things like the changes in the Mexican market 
and the cultural differences among Spanish speaking audiences, 
Carlos, Erika and Karla demonstrated the skill of understanding 
the needs and conventions of both the Japanese producers and 
Mexican consumers. Their role as intermediaries was to respond 
to the requests of Aniplex and Bandai, who had limited knowl-
edge of the conditions of the Mexican market, and accommodate 
them in ways that also met the demands of the local anime fan-
dom. More importantly, they proved their capacity to adapt and 
act according to challenging circumstances because they were 
able to read the behavior of their Japanese counterparts and re-
act in a cordial and convincing manner, and as such earned their 
trust. 
Once the Japanese partners were on board, there was one 
more hurdle: the doubts of Mexican consumers. During our in-
terview, Carlos mentioned that:
Even before we brought out our first figure, we had 
to fight against gossiping and bad publicity. No one 
believed that someone was actually importing Bandai 
figures directly from Japan in a completely legal way. 
During those days there were a lot of people who tried 
to discredit us without any evidence. (Carlos, personal 
communication, April 22th, 2015) 
Correspondingly, Erika and Karla faced problems related to 
the perceptions of consumers. Erika recalled:
Everybody told us that we were crazy if we thought that 
people would pay such a high price for a movie ticket. 
Besides, no one believed it was an official event, there 
were many malicious rumors that it was an unlicensed 
screening. (Erika, personal communication, February 
18th, 2015) 
Nonetheless, with Aniplex’s support, the trend changed, as 
Erika explained: “They made an official announcement on their 
website about our project, and not only that, they also sent offi-
cial merchandise to give for free to attendees to compensate for 
the rise in the ticket prices.” Fans also felt that Aniplex cared 
about them, because, as Erika remarked, “it was the first time a 
Japanese company put effort into an event in Mexico. They sent 
people to support us and this helped us earn the trust of the 
fans.”
For Carlos, the change in consumers’ perceptions took place 
once their first figure arrived. He also remarked:
We have tried to keep our prices close to those in Ja-
pan, and this has created a competitive environment in 
which the final consumer prefers to buy locally instead 
of trying to bring the goods directly from Japan or rely 
on informal vendors. (Carlos, personal communication, 
April 22th, 2015) 
Bandai has also provided strong support, as Carlos explained 
that Bandai “sent [us] prototype figures before they were avail-
able on other markets and they have even sent real scale armor 
of the Saint Seiya characters so that we could hold a Tamashii 
Nations exhibition.”
Building mutually effective relationships with their Japanese 
partners became the key factor in earning the trust and confi-
dence of Mexican fans and convincing them to pay higher costs, 
and thereby dealing effectively with the high level of risk and 
unpredictability that define cultural goods. Across the cultural 
borders of media content between Mexico and Japan, these fan 
entrepreneurs proved to have the skills and capacities to build 
bridges through intercultural communication, becoming the key 
players in bringing new Japanese content to Mexico and creating 
a second “boom” in the anime market. Today, despite all the 
predicaments they faced, the efforts of these entrepreneurs have 
paid off. According to information provided by Carlos during our 
meeting, among Bandai’s distributors around the world, Mexico 
had the largest market growth during the fiscal year 2012-2013, 
estimated at around 130%. For the following year, 2013-2014, 
market growth was calculated to be around 110%, occupying 
second place worldwide, just behind the USA. In the case of 
Erika and Karla’s Madoka Project, the audience responded better 
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than expected; the first four showings were sold out, which 
forced the addition of another five. This success encouraged 
Erika and Karla to create their own anime and Japanese cinema 
festival called Konnichiwa!. At the first festival, held in January 
2014, 21,000 people attended in 22 cities around the country. In 
November of the same year they held their second festival, with 
screenings in 25 different locations, and more than 19,000 view-
ers attended. In August 2014, they established a new branch of 
their company, Love Japan Entertainment, which works to bring 
Japanese musical artists to Mexico City. They have arranged per-
formances from bands like An Cafe, who played for an audience 
of 700; LiSA, whose sold out concert brought 900 spectators; 
and SCANDAL, the biggest event at the time of our interview, 
who performed to a crowd of 1,900 concertgoers. Without a 
doubt, we can say that anime has returned to Mexico thanks to 
the efforts of these entrepreneur fans who became cultural bro-
kers.
Conclusion
Japanese media content found a steady niche market of loyal fol-
lowers in Mexico which, thanks to the work of very committed 
fans, has grown steadily as time passes. Mexican otaku created a 
vibrant and sophisticated participatory culture by appropriating 
and remixing anime, making this Japanese media content the 
base for their social interactions and passionately incorporating 
it into their everyday lives. They appropriated specialized stores 
and transformed them into their own spaces for socializing and 
bonding with people who shared their love and passion for Jap-
anese animation; they created clubs in which they discussed the 
meanings of the content they consumed and highly valued those 
who had deep knowledge of anime (although in some cases, a 
lack of knowledge was also used as a means to exclude newer 
fans). The more passionate fans developed a fanzine subculture, 
aiming to promote anime and increase its audience. More im-
portantly, otaku culture in Mexico was not exclusive to the high 
or middle classes; thanks to these clubs, youth of lower incomes 
were able to gain access to these cultural goods. However, this 
does not mean that all fan activities had positive outcomes. 
Problems of exclusion and competition among fans created 
tensions and disagreements. At the same time, they strongly 
contributed to the formation of an informal anime market that 
became one of the obstacles that fan entrepreneurs like Carlos, 
Erika and Karla had to overcome.
Still, we should not forget that behind the success of any 
mass media product there must be economic gain. The part-
nership between TV Azteca and Bandai and Tōei Animation was 
the basis of the anime “boom” of the 1990s. It was this alliance 
that enabled Japanese content such as Saint Seiya to become 
mainstream. Consequently, a niche market of fans, or textual 
poachers, went beyond the normal consumption of anime and 
worked very hard to promote it, creating a very rich and active 
subculture, becoming the first fan entrepreneurs that ultimately 
failed in creating a stable link between two different cultures. It 
was some time until a new generation came to participate in the 
scene, but when these new fans did become involved they took 
on the role of not just poachers or entrepreneurs but of cultural 
brokers. In the era of globalization this term can have a very 
broad application; as we have seen, cultural borders also exist in 
the world of media distribution, and those who are able to suc-
cessfully introduce media content into new markets function as 
brokers or intermediaries. The people who work and live across 
these cultural borders are able to understand which content will 
work in their own country, while at the same time, are able to 
adapt and negotiate to successfully do business in a completely 
different culture. People like Carlos, Erika and Karla are not 
only fans of the content, but also have a deep understanding of 
Mexican fans and the local market, and as such have been able 
to build new links to bring more Japanese content to Mexico.
Today, Mexico once again has become an important market 
for anime. In May 2015 the animated motion picture The Last: 
Naruto the Movie, licensed by KEM Media, was very successful. 
Despite the fact it was exhibited only on weekends between 
May 23 to 31, it featured among the top ten most popular films 
of that period. The movie earned $4,528,046 MXN (around 
$294,500 US) in ticket sales from 65,725 viewers (CANACINE, 
2015). The same happened in March 2017 when KEM Media 
brought the film Sword Art Online: Ordinal Scale (Sōdo Āto Onrain: 
Ōdinaru Sukēru) to Mexico, which made $7.5 million MXN in 
ticket sales and attracted 100,300 viewers (CANACINE, 2017). 
According to Carlos, nowadays, DAM distributes around 15,000 
to 20,000 figures on a monthly basis. These successes are the 
result of the passion and commitment of fans such as Carlos, 
Erika and Karla. Thanks to their ability to create businesses out 
of their hobbies, they have become a bridge between Mexico 
and Japan, transforming from poachers into modern cultural 
brokers.
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